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CHAPTER  XI 


XI 

OCTAVES 


§  1.  A  distinguishing  mark  of  an  artist  technicisthe 
ability  to  play  passages  in  Octaves  with  brilliant  ef- 
fect and  at  the  same  time  retain  the  feeling  o(  legata 
connection  which  is  a  feature  of  melody  playing. 

If  the  student  will  follow  the  sequence  of  ideas 
in  the  earlier  chapters  of  the  Grade  he  will  see  how 
systematically  the  problems  of  finger  and  hand 
action  have  been  elaborated:  independence;  the 
free  alternation  of  adjoining  fingers,  successions  in 
contracted  and  expanded  positions;  chords,  in 
which  the  hand  becomes  the  unit  of  action;  finger 
adjustment  to  various  positions  demanded  in 
chords  of  three,  four  and  five  tones;  the  arpeggio, 
combining  hand  and  finger  motion  with  a  new  set 
of  problems;  wrist  facility  and  control  through 
Double  notes  and  variety  of  touch  and  accent. 
The  pupil  should  now  be  prepared  to  approach 
the  renewed  study  of  Octaves  with  much  pleasure, 


Exercise  No.  1 
I 


because  of  the  sonorous  tones  and  the  extreme 
brilliancy  imparted  by  Octave  successions.  (§  i] 
§2.  Exercise  No.  i,  on  staccato  Octaves,  should 
be  applied  to  all  the  major  and  minor  scales,  as 
well  as  to  arpeggios.  It  should  be  practised  in 
frequent  alternation  with  Exercise  No.  2,  a  com- 
bination of  Sixths  in  one  hand  and  Octaves  in 
the  other,  which  ultimately  should  be  transposed 
through  the  circle  of  major  Keys.  §  i>  2] 

§3.  The  Sixths  and  Octaves  in  broken  form 
found  in  Exercise  No.  3,  are  to  be  played  with  a 
strong  finger  stroke,  assisted  by  a  turning  or 
rolling  of  the  hand  on  the  wrist.  Illustration 
No.  I  is  a  useful  variant.  [§  4] 

Study,  Czerny  [page  7] 

§4.  In  playing  this  Study,  in  C  major,  by 
Czerny,   the  hands  should  be  kept  close  to  the 
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Exercise  No.  2 


Sixths  and  Octaves  in  Contrary  Motion 


Exercise  No.  3 
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Broken  Sixths  and  Octaves 
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Variants 


Rhythmic  Variants 
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keys  for  each  group  of  two  notes,  lifting  them 
away  quite  decidedly  from  the  second  note  be- 
cause of  the  rests  following.  The  effect  is  much 
as  if  the  hand  and  arm  attacked  one  key,  instead 
of  the  two,  in  the  downward  motion,  playing  the 
second  key  quickly  with  a  slight  hand  motion — 
as  the  arm  moves  over  the  key — and  lifting  im- 
mediately to  the  position  from  which  the  attack 
started.  Do  not  fail  to  preserve  the  four  principal 
pulses  of  the  measure.  [§  5] 

Study,  Cramer  [page  8] 

§5.  In  the  Double  Sixths  of  the  Study  in  F# 
minor,  by  Czerny,  the  motions  of  hand  and  wrist 
must  blend  with  the  action  of  the  fingers,  but 
without  becoming  over-relaxed.  There  should 
be  no  forcing  with   the  forearm.     The  Octaves 


hEbS^BS    cs 


m^ 


etc. 


^^ 


m 


etc 


m^ 


should  be  played  with  wrist  action,  constituting 
a  free,  regular  succession  of  hand  motions.      [§  6] 

Study,  Czerny  [page  9] 

§  6.  This  STUDY  in  A-flat,  by  Czerny,  Octaves 
with  Double  notes,  should  be  thoroughly  mastered 
a  division  at  a  time,  then  practised  as  a  whole, 
first  playing  it  through  without  any  repeats, 
then,  as  endurance  is  acquired,  repeating  each 
division.  [§  7] 

Study,  Czerny  [page  10] 

§  7.  This  Study  is  taxing,  and  the  student  is 
cautioned  against  playing  it  too  long  at  one  time. 
Large  hands  may  attempt  more  repetitions  than 
small  ones.  Play  with  a  moderate  degree  of  force 
when  the  tempo  is  first  increased  to  vivace.      [§  8] 
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C  MAJOR 
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Ghosts,  Schytte  [page  ii] 

§  8.  The  parts  containing  the  style  of  technic 
exemplified  in  Ghosts,  by  Schytte,  should  be 
played  lightly  and  staccatissimo.  The  result  of 
this  veiled  style  is  to  reproduce  clearly  the  myste- 
rious effect  called  for  by  the  title.  Do  not  use  the 
Pedal  except  in  the  B  major  section. 

Strong,  vigorous  accents  should  be  given  to  the 
notes  indicated  in  the  left-hand  part  (9),  the 
following  part  (17)  taken  more  calmly.  Use  a 
pressure  touch  for  the  chords,  and  maintain  a 
perfect  legato  by  means  of  the  Damper  pedal. 
The  pedal  is  added  for  color  as  well  as  for  the 
legato  effect  which  it  enhances.  The  final  passage 
(49)  should  be  played  impetuously.  [§  11] 

Prelude,  Scriabine  [page  14] 

§  9.  The  Prelude  in  B-flat  minor,  by  Scriabine, 
is  a  memorizing  study  and  an  exercise  in  fingering 
and  pedaling.  The  phrasing  will  assist  in  mem- 
orizing by  dividing  the  Piece  into  sections  of  con- 
venient length  and  unity  of  musical  thought. 
The  most  practical  way  will  be  to  learn  the  left- 
hand  part  first,  phrase  by  phrase,  noting  repeti- 
tions and  sequential  treatment,  as  well  as  the 
melodic   content.      For  example,  measure   6  is  a 


sequential  form  of  the  melody  of  measure  i,  meas- 
ure 7  of  measure  3.  [§  13] 

Novellette,  Schumann  [page  16] 

§  10.  The  Triplet  Octave  figures  m  the  left 
hand  of  the  Novellette  are  played  with  hand 
motion,  the  hand  gliding  along  rather  than  lifting 
high  above  the  keys.  The  chords  should  be 
played  with  a  firm,  grasping  touch.  The  tone 
of  the  staccato  chords  should  be  sonorous,  never 
as  if  struck  with  a  blow.  The  Trio  (21)  moves 
along  quietly  and  gracefully,  the  melody  always 
predominating,  the  Triplet  accompaniment  smoo  th 
and  subdued. 

The  D-flat  major  section  (61)  calls  for  a  free 
and  unstilted  manner  of  interpretation,  somewhat 
in  the  nature  of  an  improvisation,  the  imitations 
carefully  brought  out. 

This  Novellette  is  a  splendid  example  of 
Schumann's  verile  style.  It  was  written  at  a  time 
when  he  clearly  saw  the  traditional  forms  were 
exhausted,  and  that  future  development  must 
pursue  a  different  course.  If  the  student  will 
review  the  history  of  this  epoch,  the  name  "Novel- 
lette," will  take  on  a  new  and  significant  meaning 
which  cannot  fail  to  influence  the  interpretation. 

[§  9.  10] 
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UNIVERSITY 
COURSE 


SENIOR  GRADUATE 
CHAPTER  XII 


XII 

CHROMATIC  PASSAGES  AND  CHROMATIC 
ORNAMENTATIONS 


§  1.  Chromatic  scales  and  Passage  work  should 
come  as  a  pleasant  relief  to  the  student  after  the 
extended  hand  positions  in  chord,  arpeggio  and 
octave  playing.  A  careful  practice  of  chromatic 
scales  facilitates  the  development  of  the  thumb 
and  the  two  neighboring  fingers,  which  are  the 
most  important  of  the  five.  Keep  all  tension  out 
of  the  hand.  [§  i] 

§2  .  A  chromatic  scale  for  both  hands,  at  the 
interval  of  a  Third,   is  given   in   Division   I   of 


Exercise  No.  i.  The  fingering  is  that  most  fre- 
quently employed  for  the  chromatic  scale.  In 
Division  II  a  series  of  detached  outer  notes  is 
added  in  the  right  hand,  at  the  distance  of  a 
Fourth,  and  in  Division  IV  a  similar  series  is 
added  in  the  left  hand  at  the  distance  of  a  Third. 
These  detached  notes  must  be  touched  quickly 
and  released  simultaneously  with  the  playing  of 
the  next  finger.  The  exercise  must  be  played  with 
an  absolutely  even  touch,  and  at  very  rapid  tempo. 


Exercise  No.  1 


Triad  Succession  with  Chromatic  Ornamentations  [PISCHNA] 
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Exercise  No.  4 


Preparatory  Exercise  for  Czerny  Study,  in  D  minor 


It  is  to  be  impressed  upon  the  student  that  the 
aim  of  practice  with  variations  in  accents  and 
dynamics  is  not  merely  to  accustom  him  to  the 
amount  of  variation  which  is  commonly  to  be 
met  in  the  piano  literature.  The  main  purpose 
is  to  train  the  mind  to  conscious  attention  to  the 
playing.  [§  2] 

§  3.  A  chromatic  scale  in  broken  form,  combined 
with  chromatic  Double  Thirds  in  the  left  hand, 
is  the  technical  feature  of  Exercise  No.  2.  Legato 
touch  in  both  hands  is  essential.  Observe  the 
two  methods  of  figuration  in  the  right-hand  part, 
Section  I  in  sixteenth  notes  and  Section  II  in 
triplets  of  sixteenth  notes.  [§  3] 

§  4.  Divisions  I,  II  and  IH  of  Exercise  No.  3 
consist  of  scale  and  arpeggio  forms  interspersed 
with  chromatic  passing  and  changing  tones.  Pre- 
vious directions  apply  here  also.  After  master- 
ing the  divisions  separately  they  should  be  prac- 
tised in  succession.  The  different  fingerings 
suggested  for  chromatic  Double  Thirds  in  Chapter 
VIII  may  be  applied  to  Division  IV.  [§  4] 


Exercise,  Czerny  [page  27] 

§5.  In  the  Exercise  m  G-minor,  bv  Czernv. 
both  voices  of  the  right-hand  part  must  be  legato. 
and  the  upper  melody  is  played  with  singing  tone. 
The  staccato  must  be  produced  with  a  light  hand. 
Play  the  sixteenth  notes  in  the  right-hand  as  two 
Triplets  to  a  count,  the  last  tone  of  such  six- 
toned  group  coinciding  with  the  thirty-second  note 
in  the  me'ody.  [§  5] 

Study,  Czerny  [page  29] 

§  6.  As  a  preparation  for  the  Czerny  Studv  in 
D  minor.  Exercise  No.  4  should  be  well  practised. 
The  difficult  crossing  of  the  third  finger  over  the 
first  in  order  to  reach  the  key  below  requires 
special  attention  in  Division  A.  The  contrary 
motion  makes  a  different  crossing  for  the  left 
hand,  but  the  principle  remains  the  same.  .A 
similar  crossing  occurs  at  the  beginning  of  the 
second  measure  in  Division  B.  [§  6] 

§  7. .The  performance  of  rapid  alternating  fig- 
ures,  as  in   the  Study  in   D  minor  by  Czernv, 
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requires  the  expansion  of  the  hand  without 
affecting  the  freedom  of  muscular  action.  All 
such  passages  should  be  played  with  a  free,  high 
finger  activui,  and  with  absolute  equality  of  stroke, 
while  wrists  and  hands  remain  supple.  [§  7] 

Fantasia,  J.  S.  Bach  [page  32] 

§8.  This  Fantasia  is  a  brilliant  and  effective 
composition  of  moderate  difficulty,  calling  for 
strong  fingers,  control  of  tone  equality,  and  much 
freedom  of  style  in  performance.  The  chords  in 
the  first  three  measures,  and  similar  ones  occur- 
ring later,  should  be  played  with  a  firm  grasp. 
Careful  attention  must  be  given  to  the  perform- 
ance of  all  the  accents,  especially  short  slurs  of 
two  notes,  where  the  second  note  is  marked  stac- 
cato. The  Trill  in  the  first  measure,  and  similar 
Trills,  are  played  as  shown  in  Illustration  No.  i. 
The  Mordent  in  the  left-hand  part  of  the  first 
measure  is  given  in  Illustration  No.  2.  The  Trill 
(8)  should  begin  on  the  principal  tone,  rather  than 

Illustration  No.  1 


Illustration  No.  2 
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Illustration  No.  3 


Illustration  No.  4 


^h  m^A 


Illustration  No.  5 


#W^^ 


Illustration  No.  6 


upon  the  auxiliary,  to  avoid  a  clash  between  the- 
strongly  accented  F  at  the  beginning  of  the  Trill 
and  the  F^  in  the  left  hand,  as  shown  in  Illustra- 
tion No.  3. 

The  First  Subject  (1-8)  is  played  forte  and  with 
rhythmic  energy  throughout,  but  at  the  end  the 
tone  subsides.  The  contrasting  Second  Subject 
(9)  is  to  be  played  smoothly  and  do/ce,  the  left 
hand  pressing  the  tones  out,  never  tapping  or 
forcing  them.  A  brief  reminiscence  of  the  First 
Subject  (13)  calls  for  a  return  of  the  energetic 
style  of  the  beginning. 

In  the  section  following,  the  material  is  inter- 
preted in  a  manner  similar  to  that  in  the  first 
section — the  First  Subject  ejier'getically,  the  Sec- 
ond Subject  (25)  in  a  lyric  vein.  A  gradual  but 
slight  crescendo,  (23)  diminishes  suddenly  to 
pianissimo  (28).  The  left-hand  motive,  shown  in 
Illustration  No^  4,  must  be  made  slightly  promi- 
nent through  the  three  measures  following.  A 
different  notation  is  sometimes  found  (32)  as 
shown  in  Illustration  No.  5,  a  reading  which  prob- 
ably does  not  carry  out  the  intention  of  the  com- 
poser, since  it  is  likely  to  bring  out  the  two  notes 
in  the  right  hand  instead  of  the  first  note  of  each 
Triplet,  as  the  slurs  would  indicate.  The  Turn 
followed  by  the  Trill  (37)  is  played  as  shown  in 
Illustration  No.  6.  [§  8] 

Butterfly,  Grieg  [page  36] 

§  9.  The  interpretation  of  The  Butterfly  by 
Grieg,  Op.  43,  No.  i,  should  be  graceful  and 
unfettered,  never  strictly  in  time,  yet  always 
avoiding  an  exaggerated  riibato  and  maintaining 
a  coherent  rhythmic  flow.  The  accents  indicated 
should  be  brought  out  strongly — by  pressure, 
not  by  stroke.  [§  10] 

Butterfly  Etude,  Lavallte  [page  38] 

§  10.  The  fingers  must  play  with  agility  and 
freedom  in  the  Butterfly  etude  by  Lavallee, 
Op.  18,  moving  along  in  uninterrupted  Triplets 
without  the  slightest  tension  in  the  forearm  or 
wrist.  The  alternating  figure  (25)  should  be 
played  with  finger  action,  keeping  close  to  the 
keys  and  avoiding  all  up  and  down  motions  of  the 
hand  and  arm.  The  Trill  (35)  may  be  rendered 
more  fluently  by  using  the  second  and  fourth 
fingers  instead  of  adjoining  fingers. 

Another  alternating  figure  appears  (57),  and 
here  the  right  hand  plays  crisply  and  clearly, 
with  the  fingers  assisted  by  a  slight  turning  or 
rolling  motion.  At  the  momentary  return  to  the 
First  Subject  which  follows  (71),  the  counter 
melody  should  be  played  with  a  decided  staccato. 
The  scale  passage  of  twenty  notes  in  the  Coda  (94) 
divides  first  into  four  Triplets  and  then  into  two 
groups  of  four.  [§  9] 
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UNIVERSITY 
COURSE 


SENIOR  GRADUATE 
CHAPTER  XIII 


XIII 
TRILLS  WITH  HELD  TONES 


§  1.  The  Trill  is  an  important  factor  in  modern 
piano  technic.  The  master  teachers  have  de- 
voted time  and  detailed  attention  to  devising 
exercises  to  promote  the  acquisition  of  a  smooth, 
elegant  and  brilliant  Trill.  Evenness  is  an  espe- 
cially desirable  characteristic,  and  one  that  is  not 
easy  to  acquire.  In  fact,  so  eminent  a  teacher  as 
Rafael  Joseffy  considered  a  fluent  and  rhythmic 
Trill  to  be  a  special  gift.  [§  i] 

§  2.  Exercises  No.  i  and  2,  and  similar  exercises, 
are  to  be  practised  with  a  firm  touch,  lifting  the 

Exercise  No.  1 


free  fingers  high  and  playing  each  key  with  a 
quick  finger  stroke,  the  fingers  moving  easily 
from  the  knuckles,'  without  assistance  from  the 
hand  or  forearm.  The  finger  which  holds  the 
sustained  tone  must  not  exert  any  undue  pressure 
or  cause  any  muscular  tension  in  the  arm.  The 
normal  hand-position  should  be  maintained 
throughout.  [§  l] 

§'3.  Each  of  the  Variants  should  be  repeated 
from  eight  to  sixteen  times  in  one  Key,  and 
should  be  transposed  to  all  the  major  Keys.    [§  4] 
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S  4.  It  will  be  noticed  that  in  order  to  bring 
the  fingers  which  pliiy  the  sustained  tones  first 
on  one  side,  then  on  the  other,  of  the  Trill  in 
Exercise  No.  3  the  fingering  of  the  latter  changes 
while  it  is  in  progress.  The  Trill  should  sound  ab- 
solutely even  and  continuous,  as  if  it  were  played 
by  the  same  pair  of  fingers  throughout.  [§  5J 

S  5.  In  playing  the  various  Trills  in  Exercise 
No.  4,  from  Czerny,  the  fingers  retain  their  curved 
position  throughout,  the  arm  moves  easily  from 
the  shoulder  and  stiffness  and  undue  accenting 
should  be  avoided.  [§  6] 

S  6.  In  Division  I,  of  Exercise  No.  5,  by  Tausig, 
the  Trill  appears  between  the  line  of  moving 
Double  Sixths.  Practise  with  finger  action  only, 
and  at  a  moderate  speed.  In  Division  II  the  Trill 
is  placed  against  a  single  moving  voice.  In  the 
left  hand  the  fifth  finger  should  reach  under  the 

Exercise  No.  5 


fourth,  in  Divisions  III  and  IV  the  Trill  and 
the  moving  figure  are  in  notes  of  equal  value; 
this  requires  a  high  degree  of  legato  independ- 
ence. [§  7] 

Study,  Cramer  (page  49^ 

S  7.  The  first  condition  of  obtaining  breadth  of 
execution,  a  fine   tone-quality,  and  great  variety 

in  the  production  of  tone  in  this  Study  is  to  free 
oneself  from  rigidity.  In  the  large  dramatic  style  it 
is  necessary  to  draw  out  all  the  tone  the  piano  can 
give  without  ever  striking  the  keys,  but  by  an  at- 
tack very  close  and  going  deep  into  them,  pressing 
them  with  vigor,  energy  and  warmth.  The  Trill 
movement  in  thirty-second  notes  may  be  varied  as 
in  Illustration  No.,  i,  A  and  B,  which  move  in 
Triplet  figures  of  thirty-second  notes  and  in  groups 
of  four  sixty-fourth  notes.  [§  10] 

TAUSIG 


I 


■  h.    ?     3      5    2       5    3       3 


ji  fj.r^rfJrrJrf^rf^rf^rrJ^'^'^[5^^ 


4 


r  fir  ^^  ^^ri^ 


l.h.     \    A     \    i  \    i 

22  2 

55  5 


i    b^ 


5 
3 

etc. 


^r^p^^tfi 


Pr-p^r,^r^:r^rp 


ji>r  firBf  t: 


me, 


^2 


f= 


b^^^sdsafe 


1    3 
2 

6 


r.h.   I      \      \ 


^    Tr  r  r  r  f  rr  7  f  r  r  r  f  r  r '  r  7 


u*  J 


f  rr  7  rrr  I  rrr  7  Frrrm 


15454545 


4545 


m 


^A     5      4     3     4 
':»•   1      2     1      2 


1   h      1      2     3     2 

'•'*■     5      4     6     4 


IV..  A.   5 


4545454 
1      2     3     2     12     3     2 


Illustration  No.  1 


A  ^        "?         3         'S  3         3  3        V^ 


S>g5«B53-^^gj^ 


^ 


Study,  Schmitt  [page  52] 

§  8.  In  this  Study  the  fingers  must  move  with  the 
utmost  possible  precision  and  equaUty  of  muscle 
force.  Smoothness  and  unvarying  distinctness  of 
articulation  must  be  attained  in  a  slow  tempo  in  or- 
der to  insiire  clearness  when  the  Study  is  played  at 
the  indicated  speed,  presto.  Evenness  in  touch 
and  duration  of  tones,  and  the  absence  of  any  de- 
tached effect  must  be  maintained.  [§  8] 

Study,  Schmitt  [page  54] 

§  9.  The  object  of  this  Study  is  the  further  de- 
velopment of  the  playing  of  rapid  finger  groups 
combined  with  sustained  melody  tones  in  the  same 
hand.  [§  9] 

Piece  Moderne,  Henriques  [page  56] 

§  10.  This  composition,  by  Henriques,  is  included 
here  for  the  unusually  good  opportunities  it  pre- 
sents for  harmonic  analysis.  The  student  should 
study  it  away  from  the  piano,  indicating  on  the 
score,  with  pencil,  the  chord  progressions  and  Keys. 
It  is  in  the  Three-Part  Song  Form,  Part  I,  ending 
at  the  cadence  in  measure  16.  Part  II  (17)  ex- 
tends to  the  return  of  Part  I  (as  Part  III)  (25). 
Part  III  ends  (32),  and  with  Part  II  is  repeated. 
A  simple  Codetta  of  two  measures  ends  the  com- 
position. 

The  chief  technical  point  is   the  maintenance 
of  a  perfect  legato  in  all  the  parts.  [§  12] 

Polonaise,  Op.  26,  No.  i,  Chopin  [page  58] 
§  11.  The  interpretation  of  the  Polonaise  in 
C-sharp  minor.  Op.  26,  No.  i,  by  Chopin,  calls 
for  strong  rhythmic  sense,  though  the  tempo  must 
be  flexible  at  all  times.  A  discreet  use  of  the 
tempo  rubato  is  essential.  In  the  Introduction  (i) 
care  should  be  taken  not  to  accent  the  second 
note    (the    double-dotted    eighth)    of    the    motive. 


The  accent  falls  on  the  thirty-second  note,  and 
should  be  unmistakable.  The  melody  (5)  is  to 
be  played  with  a  clear  cantabile. 

The  short  cadenza  near  the  beginning  of  the 
Second  Subject  (14)  should  start  midway  between 
the  first  and  second  left-hand  notes.  This  and 
the  other  cadenzas  (16)  (18)  are  played  as  shown 
in  Illustration  No.  2.    The  Trill  (29)  is  played  as 

Illustration  No.  2 

[Illustration  No.  3] 


Illustration  No.  3 

[Illustration  No.  4] 
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in  Illustration  No.  3.  The  significance  of  the 
left-hand  part  in  the  section  beginning  with 
measure  54  can  be  appreciated  only  by  playing 
it  alone  a  few  times;  it  will  then  be  seen  that  the 
effect  is  that  of  a  duet  between  soprano  and  tenor 
voices,  or  a  violin  and  a  'cello.  The  Pedal  should 
be  used  very  discreetly  and  the  accompaniment 
in  Double  Notes  by  the  right  hand  played  ex- 
tremely light.  [§  11] 

Romance,  Kimsky -Korsakoff  [page  63] 
§  12.  This  unique  composition  comes  from  the 
pen  of  one  of  the  modern  Russian  composers.  It 
is  important  to  observe  the  three  measure  phrases, 
which  are  the  prevailing  characteristic  of  the  work. 
The  theme  is  first  announced  in  the  middle  voice, 
and  is  repeated  in  the  upper  voice.  Later  on  the 
theme  and  its  imitation  overlap  in  the  general 
form  of  a  stretto.  In  some  instances  two  repetitions 
merge  after  the  same  style,  resulting  in 'a  prolonga- 
tion of  the  rhythmic  phrase.  The  three  measure 
phrase  is  characteristic  of  the  folk-music  of  the 
Slavic  races. 
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THE    UNIVERSITY    COURSE  GRADE     4,     BOOK     5  STUDENTS'    MlRinGED 

Of  MUSIC  STUDY  QUARTI.RLY    EXAMINATION  '""'"''' 

[If   more   space   is   required    write    answer   on   separate   sticct   and    identify   hy    qucntion    number   and    letter,] 

I.     (a)  How  have  the  previous  books  of  C/radc  IV  prepared   for  octave-playing?      (h) 
What  is  the  problem  in  playing  octave  successions? 


2.  How  do  you  play  the  two-note  groups  in  the  C  major  STUDY,  by  Czerny,  Op.  821, 

No.    104,  to  keep  them  crisp  and  elastic? 

3.  (a)  Why  is  the  A-flat  Study,  by  Czerny,  a  tax  on  the  endurance  of  the  average  stu- 

dent?    (b)  What  is  the  best  method  of  practice  for  such  passages? 


4.  How  do  you  make  the  staccatissimo  called  for  in  GHOSTS,  by  Schytte? 

5.  Which  is  the  more  important  part  in  the  PRELUDE,  by  Scriabine,  the  right  or  the  left 

hand,  and  why? 


6.  (a)  What  is  the  meaning  of  the  word  NOVELLETTE  as  used  for  a  title  by  Schumann? 
(b)  How  many  principal  sections  to  this  composition?  (c)  What  is  the  relation 
of  the  Keys  as  they  succeed  each  other,  beginning  with  F  major?  (d)  In  which 
style  is  the  movement  in  D-flat  major,  monophonic  or  polyphonic?  (e)  What 
name  is  given  to  the  style  in  which  the  dififerent  voice  parts  have  similar  melodic 
phrases? 


7.     What  is  the  difference  in  the  action  of  the  hand  and  fingers  in  playing  chromatic  pas- 
sages  and   ordinary  scales   and   arpeggios? 


[OVER] 


8.  (a)  What  difficulty  is  made  the  special  point  of  the  Preparatory  Exercise  for  the  Czerny 
D  minor  STUDY?  (b)  Why  is  it  desirable  to  select  such  points  of  difficulty  for 
special  treatment? 


9.  Why  should  the  Trill  in  the  eighth  measure  of  the  FANTASIA,  by  Bach,  begin  on  E- 
flat?  What  difference  is  there  between  the  subject  as  first  given  in  the  right  hand 
and  the  answer  a  little  later  in  the  left? 


10.     Write  out  the  interpretation  of  the  different  types  of  embellishment  contained  in  the 
Fantasia. 


11.  What  descriptive  or  poetic  idea  have  you  gained   from  your  study  of   BUTTERFLY,   by 

Grieg  ? 

12.  What  different  conception  do  you  find  in  the  BUTTERFLY,  by  Lavallee? 

13.  (a)  Why  is  the  Trill  important  to  the  student  of  piano  playing?     (b)   What  was  the 

reason  for  its  extensive  use  in  the  older  music? 


14.  What  can  you  say  of  the  finger  action  required  in  playing  melody  and  Trill  in  the  same 

hand,  as  in  the  F  major  STUDY,  No.  LXVIII,  by  Cramer? 

15.  What  kind  of  triad  is  used  on  the  second  count  of  the  first  measure  in  MODERNE,  by 

Henriques? 

16.  (a)  What  is  the  meaning  of  the  word  POLONAISE,  as  used  for  a  title  by  Chopin}     (b) 

What  are  some  of  its  peculiarities?   (c)    What  is  the   relation   between  the   first 
tonality  and  that  which  enters  on  the  second   page,   and  on  the  third   page? 

17.  What  unusual  feature  of  structure  is  found  in  the  ROMANCE,  by  Rimsky -Korsakoff} 

What  is  meant  by  the  words  "in  the  general  form  of  a  stretto"  as  referring  to 
this  composition? 
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